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>VSHDNLQJRI WKHEDVVRRQ@³FDSDEOHRISURGXFLQJDQ LQILQLWHYDULHW\RI WRQHV UDQJLQJ IURP WKH
GHSWKRIOXJXEULRXVQHVVWRWKHKLJKHVWSLWFKRIYLYDFLW\´

³«IURP WKH LQQHUPRVW UHFHVVHV RI WKH EDVVRRQ WRQHV WKDW ZHUH IDLUO\ UHHNLQJ ZLWK WHDUV DQG
UHGROHQWRIPHODQFKRO\VKHIHOWDFXULRXVVHQWLPHQWRISLW\DZDNHQHGLQKHUERVRP´

³$QG QRZ KDYLQJ ILUVW FRQFHLYHG D ZRQGURXV SLW\ IRU WKH EDVVRRQ DQG WKHQ KDYLQJ EHFRPH
LPEXHG ZLWK DQ DGPLUDWLRQ RI KLV ZLW VDUFDVP EDGLQDJH UHSDUWHH DQG KXPRU LW IROORZHG
QDWXUDOO\DQGORJLFDOO\WKDW$XURUDVKRXOGIDOOGHVSHUDWHO\LQORYHZLWKKLP«´
                                                 
*DUFLD&ULVWLQD'UHDPLQJLQ&XEDQ1HZ<RUN%DOODQWLQH%RRNV3ULQWS
'RXJODV&DUROH1HOVRQ$QRWKHU6FDQGDO,Q%RKHPLD1HZ<RUN)RUJH%RRNV3ULQWS
7 Lescroart, John. The Oath, Penguin Group 2002. http://www.bassoonbrothers.com/taxonomy_menu/124/133. Web. September 2012    
(VWULQ0DUF,QVHFW'UHDPV1HZ<RUN%OXH+HQ%RRNV3ULQWS
9 Fitzgerald, F. Scott. The Offshore Pirate Before Gatsby (The First Twenty-Six Stories) University of South Carolina Press 2001. 




³«KLV WRQHV ZHUH KDUVK DQG GLVFRUGDQW DQG ZLWK PDOHYROHQW REVWLQDF\ KH OHG DOO WKH RWKHU




LQVWUXPHQWZRXOG VWULNH RII LQWR DQRWKHU NH\ZLWK D ULEDOG VQLFNHU RU FRDUVH JXIIDZ FDXVLQJ
PRUH WXUEXOHQFHDQGDQRWKHUVWDPSHGH$QGWKLVSUHSRVWHURXVFRQGLWLRQRIDIIDLUVZDVNHSWXS







































































































                                                 
14 Palmer, Carolyn F. How is a trumpet known? The “basic object level” concept and perception of musical instruments. American 




























WRZDUGV WKH JURWHVTXH ± ZKLFK VKRXOG EH DOZD\V NHSW LQ PLQG ZKHQ EULQJLQJ LW LQWR





















$JUHDW GHDO RI QRQVHQVH KDV EHHQZULWWHQ DERXW WKH%DVVRRQ VLF UHJLVWHUV 6RPH DXWKRUV
GLYLGHXSWKHZKROHFRPSDVVRIWKHLQVWUXPHQWLQWRWKUHHRWKHUVLQWRILYHGLVWLQFWSDUWV7KHUH
LV QR QHFHVVLW\ IRU WKLV )URP LWV ERWWRP QRWH XSZDUGV IRU WZR RFWDYHV DQG D ILIWK WR WKH
LQVWUXPHQWLQWKHKDQGVRIDQHIILFLHQWSOD\HULVDGPLUDEO\HYHQDQGUHJXODU7KHERWWRPILIWK
LVRIFRXUVHWKLFNHUDQGUHHGLHUWKDQWKHPLGGOHDQGXSSHUSRUWLRQVEXWWKLVLVFRPPRQWRDOO
:RRG:LQG VLF LQVWUXPHQWV 7KH ORZ %E LQ HVSHFLDO ZKHQ WDNHQ SLDQR KDV D EHDXWLIXO
YHOYHW\TXDOLW\XQDSSURDFKDEOHE\DQ\RWKHURUFKHVWUDOLQVWUXPHQW

7KH PLGGOHUHJLVWHU DOZD\V ILJXUHV LQ LQVWUXPHQWDWLRQERRNV DV ³ZHDN´ ³SDOH´ ³WKLQ´
³FROG´³FDGDYHURXV´DQGDOOWKHUHVWRILW7KLVKDVLWVRULJLQLQ%HUOLR]¶VUHPDUNVZLWKUHJDUG
WR WKH³5HVXUUHFWLRQRI WKH1XQV´ LQ0H\HUEHHU¶V5REHUW OH'LDEOH$VDPDWWHURIIDFW WKH
RFWDYH XSZDUGV IURP >VHFRQG OLQH%E@ LV WKH YHU\ EHVW SDUW RI WKH LQVWUXPHQW FDSDEOH RI D




DQG LI LW LV IRUFHG WR SOD\ SDVVDJHV RI D KXPRURXV JURWHVTXH RU PDFDEUH VRUW LW HDVLO\







1R LQVWUXPHQW LV DW RQFH VR HDV\ DQG VR GLIILFXOW WR LOOXVWUDWH E\PHDQV RI H[DPSOHV DV WKH
%DVVRRQHDV\EHFDXVHDQ\)XOO6FRUHIURP+D\GQWR6WUDXVVKDVRQO\WREHRSHQHGDWUDQGRP
WR SURYLGH HIIHFWLYH SDVVDJHV IRU WKH LQVWUXPHQW GLIILFXOW EHFDXVH LWV XVHV IRU PHORGLF

















/RZUHJLVWHU   9HU\KLJKUHJLVWHU
G%DVVRRQ±6LQLVWHU  7HQVH

1RWH ,W LV WUXH WKDW QRPRRG RU IUDPH RIPLQGZKHWKHU LW EH MR\IXO RU VDGPHGLWDWLYH RU
OLYHO\ FDUHOHVV RU UHIOHFWLYH PRFNLQJ RU GLVWUHVVHG FDQ EH DURXVHG E\ RQH VLQJOH LVRODWHG
WLPEUH LW GHSHQGVPRUH XSRQ WKHJHQHUDOPHORGLF OLQH WKH KDUPRQ\ UK\WKP DQGG\QDPLF
VKDGHV RI H[SUHVVLRQ XSRQ WKHZKROH IRUPDWLRQ RI D JLYHQ SLHFH RIPXVLF 7KH FKRLFH RI






WKH VHFRQG FDVH WKDW WKH VOLJKWO\PHODQFKRO\ WLPEUHRI WKH IOXWH LV VRPHZKDW UHODWHG WR WKH
IHHOLQJ RI VRUURZ DQG GLVWUHVV ZLWK ZKLFK WKH SDVVDJH LV WR EH SHUPHDWHG 7KH FDVH RI D

























/LNH WKHRERH WKHEDVVRRQFDQVXJJHVW WKHVDUGRQLF ,WV UHHG\VWDFFDWR LVRIWHQ LQYRNHG IRU
SUDQNLVK GLYHUVLRQV DQGZKLOH WKHVH VRPHZKDW VLQLVWHU EXIIRRQHULHV KDYH EHHQ RYHUSOD\HG





























) WR ' WKH ILUVW RYHUEORZQ QRWHV 7KHVH KDUPRQLFV KDYH WKH OHDVW LQWHQVLW\ DQG FDUU\LQJ
SRZHUDQGDUHVRIWO\H[SUHVVLYH
«








6WDFFDWR SDVVDJHV DUH VHFRQG QDWXUH WR WKH EDVVRRQ 6FDOHV DQG DUSHJJLRV FDQ EH H[HFXWHG
ZLWKFRPSDUDWLYHHDVH$ZRUGRIDGYLFHKRZHYHU/HDYHDIHZEUHDWKLQJVSDFHVLQH[WHQGHG
SDVVDJHV0D\,SRLQWRXWRQFHPRUHWKHEHDXWLIXOVRXQGRIZKLFKWKHEDVVRRQLVFDSDEOHLQ



















7KH SRSXODU LGHD WKDW EDVVRRQV DUH FORZQV LV QRW DQ DUELWUDU\ FRQFOXVLRQ E\ DQ\ PHDQV
7KURXJKRXWWKHOHQJWKRIWKHLUUDQJHWKH\KDYHDQRYHUWRQHWKDWDJRRGFRPHGLDQZRXOGHQY\







7KH ORZHVW SDUW RI WKH UDQJH LV UDWKHU WKLFN DQG UREXVW WKH PLGGOH UHJLVWHU YLEUDQW DQG










WKH DXWKRU LOOXVWUDWHV ILUVW OLQH * LQ EDVV FOHI DQG IRXUWK OLQH & LQ WHQRU FOHI@ LV PRUH
 17 
³KRUQOLNH´DQGWUDQVSDUHQW«)URP>DXWKRULOOXVWUDWHVIRXUWKVSDFH'LQWHQRUFOHI@XSZDUG
WKH WRQH LV YHU\ IRFXVHGDQGKDV DEULJKWQDVDO TXDOLW\ WKDW LV XQLTXH ,W LV DTXDOLW\ WRWDOO\
XQOLNH DQ\RWKHU LQVWUXPHQW¶V DQG LV DQ H[FHOOHQW VRORYRLFH ,W GRHVQRW SHQHWUDWHZHOO DQG
EHQHILWV IURP GHOLFDWH DFFRPSDQLPHQW 7KH EDVVRRQ LV D YHU\ DJLOH LQVWUXPHQW ZLWK WKH
H[FHSWLRQRI UDSLGQRWHV LQ WKH ORZHVW ILIWKRI LWV UDQJH >LOOXVWUDWHV ORZ%E WR)@ DQG DERYH





















WKH EURRPVWLFNV FRPLQJ WR OLIH LQ 'XNDV¶ /¶$SSUHQWL 6RUFLHU WKH DEVXUGO\ SRPSRXV




<HW VXVWDLQHG OLQHV RQ WKH EDVVRRQ FDQ H[KLELW DQ HQWLUHO\ GLIIHUHQW FKDUDFWHU ± VXEWOH DQG
SODLQWLYH7KHORZHUUHJLVWHU LVPDUYHORXVO\OXJXEULRXVRQHQHHGRQO\UHFDOO WKHRSHQLQJRI






























ZHOO DV LWV SLQFKHG H[WUHPHKLJKQRWHV WKH ODWWHUXVHGPRVW IDPRXVO\ E\6WUDYLQVN\ DW WKH
EHJLQQLQJRIKLV/H6DFUHGXSULQWHPSVVHH([DPSOHSHRSOHDWWKHILUVWSHUIRUPDQFHRI
WKLV ZRUN PLVWRRN WKH EDVVRRQ IRU D VROR VD[RSKRQH 2WKHU FRPSRVHUV KDYH WUHDWHG WKH







7FKDLNRYVN\ KDG D SDUWLFXODU IRQGQHVV IRU WKH EDVVRRQ ZKHWKHU LQ WKH VHULRXV YHLQ RI WKH





































EROGHGWKHP If a word was used in one of its variants for example, humour and humourous, were 


















































³language and speech: each of these two terms of course achieves its full definition only in the 
dialectical process which unites one to the other: there is no language without speech, and no 
speech outside language: it is in this exchange that the real linguistic praxis is situated, ( …) 
language and speech are therefore in a relation of reciprocal comprehensiveness”16. Music, it can 
be argued, is a form of language with its own system of codes, in the linguistic sense, and also 
engages in this same dialectical process with its version of speech: sound. Attributing verbal or 
written speech to music is therefore inherently problematic – can one form or level of speech (the 
idea/verbal realm) adequately describe another’s language (sound/aural)?  This touched on 
briefly in Barthes’ definition of complex systems:
“In cinema, television and advertising, the senses are subjected to the concerted action of a 
collection of images, sounds and written words. It will, therefore, be premature to decide, in their 
                                                 
15 '|ULQJ0DUWLQ	2VWKXV'LHWPDU/HVPHWDSKRUHVGHODPXVLTXH/DPXVLTXHFRPPHPpWDSKRUHLQ$%5(8-RVp0DQXHO$FWHVGX*/$7
±(167%UHWDJQHMXLOOHW%UHVWPHWDSKRULNGH:HE-XQHS
16 Barthes, Roland. Elements of Semiology. 1964, published Hill and Wang, 1968. 
 http://www.marxists.org/reference/subject/philosophy/works/fr/barthes.htm. Web. September 22, 2012. 
 22 
case, which facts belong to the language and which belong to speech, on the one hand as long as 
one has not discovered whether the 'language' of each of these complex systems is original or 
only compounded of the subsidiary 'languages' which have their, places in them, and on the other 
hand as long as these subsidiary languages have not been analysed (we know the linguistic 
'language', but not that of images or that of music)”17. 
 
As the popular phrase attributed to many different sources goes: “talking about music is like 















                                                 
17 Ibid.  
18/DNRII*HRUJH-RKQVRQ0DUN0HWDSKRUVZHOLYHE\/DQJXDJH7KRXJKW&XOWXUH
ZZZVRFZDVKLQJWRQHGXXVHUVEULQHVODNRIISGI:HE$SULOS 




21 Gerg, Ian Wyatt. A Semiotic Approach to Musical Metaphor: Theory and Methodology. The University of Texas at Austin, 





























                                                 




The seminal work Sound Color by Wayne Slawson, provides an authoritative overview of the 
various thoughts and theories around the evasive subject of timbre and sound colour by such 
writers as Schoenberg, Schaeffer, Erickson, Cogan and Escot, while the author attempts to better 
define “sound colour” and generate a general theory of this rarely explored dimension of sound. 
In his introduction, Slawson is quick to note that he wishes to focus on an “abstract conception of 
timbre [following] from two considerations. First, the properties of musical instruments are such 
as to make construction of a general theory of orchestration or instrumentation immensely 
complex and difficult” 23. Interesting to note that from a timbral point of view, description and 
classification are viewed as highly complex. How is it then, that such lackadaisical references to 
the bassoon and its tone colour should generally appear throughout the body of literature dealing 
with orchestration and arranging? The author also points out, when speaking of Cogan and 
Escot’s work Sonic Design that part of their “failure to develop a precise and consistent 
terminology for speaking of the colour of an instrument or instrumental combination (…). [is 
that] they speak of rich, dull, or bright “spectra” or they refer, more properly, to the “strength” of 
certain frequencies in the spectrum of an instrument”24. Slawson notes that the “language is that 
of acoustic measurement, not – as in Schaeffer and to a lesser extent in Erickson – auditory 
perception”25. The line between descriptive language of acoustic measurement and auditory 
perception is, in my mind, a very thin one at best. Keith D. Martin and Youngmoo E. Kim note 
in their paper on musical instrument identification that “more than a century after Helmholtz’s 
groundbreaking research, arguments still abound over the definition of musical “timbre,” and 
                                                 
23 6ODZVRQ:D\QH6RXQG&RORU%HUNHOH\DQG/RV$QJHOHV8QLYHUVLW\RI&DOLIRUQLD3UHVV3ULQWSS
24 Slawson, ibid. p. 12 
25 Slawson, ibid. p. 12 
 25 
over the relative perceptual importance of various acoustic features of musical instrument 
sounds”26. 
 
Sound, much like visual colour, is an individual experience that we can collectively share by 
referencing external and commonly agreed upon lexicons and metaphors, or as Gerg suggests a 
constellation of metaphors. Metaphorical language is an essential part of our cultural and human 
experience, and shapes and enhances our perception in ways that simple definitions cannot. 
Certainly the use of such colourful language to describe sound is the best way we are able to 
communicate it verbally, how else could we be able to define it to others? What does red or blue 
look like? What makes the sound of a violin different from that of a trumpet to our ears? 
 
Save for a very few synesthetic people, sound cannot be seen, tasted or smelled. It can never be 
felt by touch (though we can manipulate sound waves with touch, but without feeling it as a 
tactile experience, i.e. playing a theremin). It exists for all of us who are fortunate to hear, yet we 
cannot begin to describe, really describe, what it is we hear. The use of language to describe 
sonic experience is sometimes taken from a lexicon of other senses, and that is often our point of 
reference: sounds can be sweet, unctuous (taste), velvety, sensual, textured (touch), bright, dark, 




                                                 
26 Martin, Keith D. and Youngmoo, Kim E. 2pMU9. Musical instrument identification: A pattern-recognition approach”.  Acoustical Society of 







Sadly, what most orchestration and arranging books have to offer would be like a book on 
painting techniques that mostly describes colours rather than showing them, let alone showing 
them used in context of other colours (as in a painting). Some do have companion recordings 
with short excerpts of the instruments in musical contexts, but certainly there is room for 
innovation in this field. Surely there could be a way of expanding on the traditional format of 
orchestration and arranging books to incorporate a great variety of sound examples to include the 
study of range, extended techniques, musical examples in a variety of styles, all bundled together 
in an interactive digital compendium. This would allow the composer/arranger to really get a feel 
for each instrument’s nuances, while navigating an extensive collection of data. And, ideally, this 













                                                 

























































































³semiology must first of all, if not exactly take definite shape, at least try itself out, explore its 
possibilities and impossibilities. This is feasible only on the basis of preparatory investigation. 
And indeed it must be acknowledged in advance that such an investigation is both diffident and 
rash: diffident because semiological knowledge at present can be only a copy of linguistic 






                                                 
28 Barthes, Roland. Elements of Semiology. 1964, published Hill and Wang, 1968. 
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Pizzi, Ray.Various reviews on raypizzi.com, n.p., n.d. Web, March 2012.  
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In As Much 
In Passing 
So Little Time 



































